




























	 1. Introduction:	What	is	an	Immersive	Experience?	 	Sound	and	image	constantly	surround	us,	their	presence	is	ubiquitous	therefore	we	are	all	part	of	an	immersion,	whether	or	not	we	are	aware	of	it.	Immersive	experiences	introduce	audiences	to	digital	journeys	where	they	are	transported	through	any	sort	of	device	to	any	kind	of	content	from	for	example,	a	social	media	thread	to	an	educational	science	project,	an	architectural	simulation,	a	film,	an	art	installation	or	a	mediated	performance.	Immersive	experiences	take	on	forms	of	audiovisual	communication	configuring	mediated	enveloped	environments.		From	experiences	on	telephones	to	multichannel	screens		in	physical	or	virtual	spaces.	In	the	Immersive	Pipeline	project,	we	investigated	the	different	kinds	of	immersion	and	narrativity	and	ask	whether	they	are	individual	or	collective	experiences	and	how	are	and	can	be	transported	from	one	to	another	scenario.	
1.1	Spatial	cinema,	introduction	to	the	elements	of	a	shared	immersive	audiovisual	
experience.		While	digital	technologies	are	relentless	in	pursuing	novelty,	a	century	of	development	in	the	history	of	film,	expanded	cinema,	and	the	evolution	of	narrative,	have	introduced	audiences	to	a	number	of		immersive	audiovisual	storytelling	projects	and	spatial	cinema.		On	these	experiences,	we	have	witnessed	constant	format	changes	in	music	and	visual	arts	and	the	transformation	and	advances	in	the	history	of	digital	video	and	sound,	linked	to	the	evolution	of	computing	developments.	These	inter	related	practices	and	mediated	forms	of	presentation	connect	with	the	pre-cinema	inventions	such	as	diorama,	panorama	and	the	multimedia	performances	by	Georges	Méliès	‘phantasmagorias’	developed	at	the	end	of	the	XIX	century	that	led	to	many	developments	in	narrative,	film	language	and	technology.			Throughout	the	last	century,	we	will	witness	the	transformation	from	the	mechanical	to	the	digital	era,	entering	in	the	XXI	Century	with	a	new	technologic	and	media	landscape,	the	digital	and	immersive	culture.		Buckminster	Fuller	carried	out	early	experiments	with	domes	and	immersive	architecture	in	the	60’s	and	wrote	the	prologue	to	Gene’s	Youngblood,	Expanded	Cinema	(1970).	This	seminal	text	introduces	the	concepts	of	intermedia	arts	and	multimedia	culture	as	new	artistic	contexts	for	film	and	video.	The	Expanded	Arts	Diagram	(1966)	by	George	Maciunas	includes	Expanded	Cinema	and	many	interrelated	art	forms	from	verbal	theatre	to	anti-art,	linking	cinema	and	other	art-forms.	These	ideas	were	later	expanded	at	the	London	Filmmakers	Cooperative	in	the	UK	since	the	early	70’s	onwards.	According	to	Dr	Karel	Doing1,	fundamental	events	on	the	history	of	immersive	experiences	are	‘The	Vortex	Concerts’	held	by	Jordan	Belson	and	Henry	Jacobs	in	1957	to	1959	at	the	Morrison	Planetarium,	San	Francisco	and	Stan	VanDerBeek's	Movie-Drome	theatre	at	Stony	Point,	New	York	in	1965.	Stan	VanderBeek	(1927-1984),	who	was	an	american	student	of	Buckminster	Fuller	at	Black	Mountain	College,	imagined	that	theatres	would	be	connected	via	satellite																																																														
1 Karel Doing presentation at Immersive Pipeline Workshop, from Expanded Cinema to the Immersive Pipeline, 





2 - VR/ Virtual reality creates a simulated world once ones place the VR headset or eyewear. An experience that transports 
the user to a different place that is generated entirely by technology.  
- AR/ Augmented reality overlays generated images or video on top of the reality. Is integrated into video games, 
marketing strategies in the form of catalogue apps...  
- MR/ Mixed reality (MR) combines both generated images and real-world object, providing a real-world presence to 
intelligent virtual objects with human interaction. 
3 According to Lev Manovich the principles of New Media are numerical representation, modularity, automation, variability 





















5 Karel Doing’s thesis 'Ambient Poetics and Critical Posthumanism in Expanded Cinema' enquires the possible overlaps 
between these different fields. In conclusion he proposes new forms of humility, doubt and listening to be advanced in 









6 Luc Courchesne talk at Immersive Pipeline Workshop , February 12th 2018, Goldmiths London.  
7 CineChamber http://recombinantfestival.com 
8 Naut Humon Immersive Pipeline workshop April 12th 2018. Director of RML Cinechamber http://rml-cinechamber.org 


















12 Modul8 is a software for live visual performance developed by GarageCube, a company established in 2005 by Yves 
Schmid and Boris Edelstein, based in Geneva, Switzerland. Modul8 was started with the intention of providing a tool for 





13 Processing is an open-source graphical library and integrated development environment (IDE)  designed by Casey Reas 
and Ben Fry for the electronic arts, new media art, and visual design communities with the purpose of teaching non-
programmers the fundamentals of computer programming in a visual context. Processing uses the Java language, with 
additional simplifications such as additional classes and aliased mathematical functions and operations.  
http://processing.org 
 
14 OSC stands for open Sound Control a digital protocol for networking sound synthesizers, computers, and other 





Diagram of the performance setup for Ventriloquy 2 by Bryan Dunphy 
																																																													
15 OpenFrameworks is an open source toolkit designed for "creative coding" founded by Zachary Lieberman, Theo Watson 






































































17 Interview to Lillevan Recherche by Blanca Regina at a Goldsmiths University April 12, 2018. ‘Lillevan is an animation, 
video and media artist. He is perhaps best known as founding member of the visual / music group Rechenzentrum (1997-
2008). Lillevan, has performed and collaborated with many artists from a wide array of genres, from opera to installation, 
from minimal electronic experimentalism to dance and classical music; performed and exhibited all over the globe, and at 








Conclusion	- Immersive	environments	had	been	considered	a	field	of	research	since	the	50s	of	the	XX	Century,	from	architecture,	science	and	humanities	studies	to	the	actual	developments	of	virtual	reality	and	augmented	reality.	Many	aspects	and	elements	are	central	to	the	developments	of	new	software	and	digital	projectors	to	the	present	times	since	the	early	70s	of	the	XXth	Century	also	a	concern	of	early	cinema.			- There	is	a	cultural	content	shift.	The	electronic	music	culture	has	reached	the	museum	and	museum	needs	to	adapt	to	these	new	works	that	require	technology	and	space	to	be	presented,	enacted	and	displayed.		There	is	a	need	for	more	time	using	facilities	for	the	research	and	production	of	immersive	audiovisual	compositions.		- Categories	in	the	immersive	computing	spectrum	are	continually	appearing,	and	the	new	glossary	of	the	acronyms	of	the	future	is	continuously	expanding.	Within	our	research,	we	focus	on	the	most	social	and	embodied	category	of	this	spectrum.		Immersive	collective	experiences	are	at	the	opposite	side	of	the	computing	spectrum	of		reality,	same	mind	set	but	without	a	headset.		This	way	of	showcasing	and	producing	films	and	performances	introduces	a	new	language	and	compositing	methods	in	audiovisual	production	and	digital	storytelling.	Audiences	adapt	the	content	with	their	imagination.	As	audience,	you	have	a	range	of	view,	and	a	listening	capacity.		- The	authoring	workflow	for	immersive	audiovisual	composition	varies	depending	on	the	facility.	These	productions	do	not	follow	the	same	conventions	of	single-screen	cinema	as	a	result	in	no	longer	showcased	in	one	screen.		Each	artist	has	its	way	and	
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method	to	produce	content.	Image	content	production	tools,	different	languages,	and	aesthetics.	The	production	of	image	and	sound	in	the	digital	has	multiple	ranges	of	approaches.	Audiovisual	content	production	can	be	done	with	analogue	and	digital	media	and	can	be	driven	by	physical	interaction	and	machine	learning.	Visceral	and	moving	image	performances	with	digital	media.			- There	is	a	need	access	to	the	history	of	the	existing	practices	and	to	transfer	the	needs	of	the	creators	it	to	guide	technology	can	serve	the	new	concepts	and	ideas	that	reply	to	the	actual	concerns	and	development	of	the	language.	The	creators	use	different	tools	and	have	different	ideas	of	what	the	format	can	do.	For	many	artists,	there	is	a	need	to	have	a	technician	helping	supporting	the	translation.	From	what	we	can	find	there	is	no	standard	on	the	tools.		Standards	are	good	but	we	cannot	make	a	standard	as	it	emerges	from	the	practice.	So,	the	constrains	on	immersive	spaces	indicate	a	solution.			- From	the	composition	point	of	view	of	immersive	experiences	essential	elements	are	framing,	resolution	and	point	of	view	of	the	experience.	Clear	specs	of	the	system,	maps	and	dimension	of	the	space	and	templates	are	essential	elements	for	the	translation	and	adaptation	of	the	work	to	a	new	space.	What	finally	matters	for	the	work	is	the	smoothness	of	the	animation,	for	example,	to	play	60	frames	for	seconds.		- 	- Technical	vital	elements	in	surrounded	cinema	include	create	a	seamless	canvas	by	using	multiple	projectors	(blending),	were	we	cannot	appreciate	the	stitching	between	them,	avoid	or	correct	distortion	of	the	image	and	colour	difference	between	them.	- 	- Technology	is	constantly	evolving,	therefore,	image	resolution,	types	of	light,	brightness,	contrast	and	aspect	ratio.	Another	element	that	has	been	central	to	software	development	has	been	to	be	able	to	control	the	content	(input)	and	transport	it	to	the	projectors	and	space	(output).	Syphon,	Spout,	and	NDI	are	essential	protocols	that	allow	transferring	and	transport	visual	content	in	real	time	from	one	input	to	many	outputs	of	vice-versa.	The	tools	are	changing	fast	so	there	is	a	democratisation	of	technology.	Still	the	cost	of	the	technologies	is	high.	
A	few	of	organizations	have	a	permanent	setup,	even	SIML	in	Goldsmiths	is	a	shared	space.	CineChamber	and	Hexadome	don’t	have	a	permanent	setup	either.	The	domes	have	it	but	there	is	a	limited	access	to	these	spaces.	Therefore,	there	is	a	lack	of	time	for	artists	in	immersive	spaces	for	developing	their	work.	Space	availability	is	restricted.		Most	of	the	facilities	are	shared	spaces	that	accommodate	a	number	of	manifestations	and	activities.	VR	and	simulators	can	provide	a	solution	but	they	can’t	provide	access	to	the	visceral	experience.	This	is	reality	and	we	are	living	in	a	virtual	reality	not	the	other	way	around,	states	Vicky	Bennet,	considering	the	creation	of	works	for	this	immersive	space.	For	making	her	piece	after	creating	10	minutes	of	the	piece	she	tested	it	in	the	real	physical	space,	she	couldn’t	build	it	in	the	virtual	space,	she	needed	the	real	space	to	understand	how	the	imagination	of	the	audience	will	process	the	experience	she	needed	a	test	for	the	physical	for	the	visceral	experience.	You	can	make	different	associations	when	you	are	designing.		
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In	all	the	spaces,	there	is	limited	time	to	rehearse.	There	is	a	lack	of	spaces	and	immersive	these	facilities.	Simulators	for	immersive	audiovisual	projects	facilitate	the	creation	and	understanding	of	works	providing	a	solution	to	one	of	the	main	issues	addressed	by	artists	and	researchers	the	need	for	more	time	for	the	production,	creation,	and	development	of	immersive	projects.		As	it’s	not	possible	to	always	tests	in	the	final	scenarios	the	VR	provides	some	solutions	for	certain	stages	on	the	project	such	as	the	composition	of	materials.	It’s	a	revolution	that	provides	some	solutions.	Also,	VR	is	a	technology	that	stills	evolving	constantly.	Virtual	reality	is	really	important	because	it	can	simulate	the	environment.		You	can	get	a	lot	of	work	done	there.	As	a	preparation	for	the	big	scale	space.		But	there	are	problems	when	you	change	scales.		
There	are	also	scale	model’s	physical	models	that	can	be	done	with	an	affordable	budget.	For	example,	the	mini	Siml	or	the	Dome	developed	by	Front	Pictures.	But	that	does	not	provide	enough	feedback.		The	model	works	in	a	very	different	way	so	it	will	prepare	for	some	but	won’t	avoid	terrible	situations	that	may	happen	in	the	actual	facilities.	Technologies	are	fragile	and	you	need	to	push	the	signal	in	big	dimension	spaces.	
Another	important	factor	regarding	long	hours	working	in	these	spaces	is	the	lack	
of	light	When	space	is	completely	dark	after	long	hours	working	the	body	resents	due	the	lack	of	natural	light,	so	the	productivity	resents.	Therefore,	to	follow	up	developing	the	immersive	works	alternative	spaces	are	requested.	That	is	when	simulators	and	other	studios	that	will	help	to	visualise	and	test	the	work	became	an	important	feature.		
Video-mapping	technologies	are	consolidated	as	the	technique	of	assigning	visual	content	into	architecture	and	bi-dimensional	or	tri-dimensional	spaces	On	tools,	there	are	different	tools	for	production	of	content	and	at	the	end	of	the	chain,	pixel	pushing	to	distribute	the	content	across	multiple	outputs.	For	example		madmapper		
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Addendum	
Interview	by	Blanca	Regina	for	the	Immersive	Pipeline	Research,	April	21st	2018		
I’m	Tarik	Barri,	I’m	an	audiovisual	artist	and	we	are	in	the	Martin	Gropius	Bau	in	Berlin	in	
Germany.	
How	was	the	experience	to	create	for	the	six-screen	space	that	ISM	Hexadome	created?18	
I	can	tell	you	a	little	bit	of	how	this	came	up.	Nick,	one	of	the	main	organizers	of	the	Hexadome	
project	was	aware	of	my	work	for	quite	some	time	and	I	had	been	invited	to	some	other	works	that	
he	organized,	and	those	were	more	standard	events	with	a	screen	and	two	speakers,	but	he	was	
very	interested	in	that	whole	idea	of	a	more	spatial	exploration	of	sound	and	visuals	and	that	led	
him	at	some	point	to	create	this	crazy	Hexadome	project	with	the	whole	54	speakers	6	screens	all	
surround.	
That	completely	fits	the	way	I	create	music	because	I	create	music	by	creating	a	virtual	3D	space	in	
programming	language	and	within	my	own	program	that	I	made	I	fly	through	this	virtual	space.	
And	by	flying	I	fly	pass	musical	melodies	and	rhythms	etc.	so	the	path	determines	what	we	hear	so	
determines	basically	the	structure	of	the	composition.	That	whole	principle	is	inherently	built	
around	this	idea	of	being	surrounded	by	space,	been	surrounded	by	sound.	This	system	that	the	ISM	
setup	just	enables	me	to	really	show	it	in	that	exactly	that	way,	that	you	don’t	just	have	a	2D	screen	
and	you	imagine	the	space	around	you	but	you	can	actually	see	the	space	around	you	and	with	all	
the	speakers	around	you	can	hear	the	whole	space	around	you.	
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Please	let	us	know	a	little	bit	about	your	tool,	software.	Are	you	using	it	for	visuals	too?	
Both	for	sound	and	visuals	I	made	my	tool.	Originally	I	made	it	mainly	for	sound	but	it	was	very	
evident	very	early	on,	that	will	only	work	emotionally	if	the	visuals	are	going	to	match	the	
emotional	intensity	of	the	sounds.	So	whenever	the	sounds	became	more	beautiful	I	felt	ok	the	
visuals	can	stay	behind	so	that’s	how	I	basically	learn	to	programme	both	in	a	way	that	I’m	now	
very	happy	with	because	both	sides	constantly	inspired	each	other.		
Did	you	manage	to	perform	live	your	work	at	Hexadome	and	how	was	the	experience?		
This	software	is	made	as	live	software	so	I	most	often	do	my	stuff	with	my	tridimensional	world	live	
and	this	is	a	great	way	to	get	a	more	playful	natural	intuitive	feel	to	your	own	music	if	you	can	
actually	play	with	it	rather	than	if	you	have	to	really	think	it	all	through	and	let	the	computer	
render	for	two	days	and	then	you	hear	see	the	results,	I	like	that	is	more	direct.	
However,	right	now	what	happened	is	that	I	made	an	installation	version	that	is	not	totally	live	at	
all	because	with	the	six	screens	around	and	with	the	amount	of	details	that	I	still	want	to	have	its	
impossible	to	really	get	a	proper	really	nice	result	doing	it	live	and	I	don’t	want	to	compromise	all	
results	that’s	why	I	choose	to	make	it	as	a	installations.	
How	was	this	idea	of	the	collaboration	and	did	you	know	the	artist	before	the	
commission?	
Sure	I	knew	Tom	because	I	was	already	doing	visuals	with	his	performances.	I	work	a	lot.	Basically,	
I	very	often	accompany	musicians	when	then	make	music	and	then	I	do	the	visuals.	I’ve	done	that	
with	Robert	Henke,	Nicholas	Jaar,	Paul	Jebanasam	so	I	have	these	collaborations	with	people	
where	they	do	all	the	music	and	I	do	all	the	visuals.	
This	is	one	of	the	rare	times	where	I	also	do	both	music	and	visuals	at	the	same	time.	I’m	not	sure	if	
I	can	say	that	I	most	want	to	do	that	but	I’m	very	happy	that	I	can	include	this	in	my	practice	cause	
my	whole	system	came	from	that	idea.	And	I	use	that	system	sometimes	pure	visuals	with	other	
people	but	actually,	I	like	to	use	it	in	a	more	complete	holistic	way	and	I	think	there	are	lots	to	
explore	there	also	in	a	way	that	you	often	see	in	the	world	and	Id	like	to	go	further	and	explore.	
Basically,	it’s	a	door	that	is	now	thanks	to	the	exhibitions	and	the	collaborations	with	Tom	is	a	bit	
more	open	so	lets	open	to	see	what	we	can	explore	there.	
What	will	you	recommend	for	not	reinventing	the	wheel	on	AV	immersive	or	immersive	
Sound?	To	go	one	step	further?		
Oh	wow,	I	think	one	thing	is	to	look	closely	at	other	peoples	work	and	see	what	you	see	too	often.	
Very	many	artists	in	many	fields	they	repeat	each	other	over	and	over	again	and	it	becomes	like	a	
straight	jacket,	I	guess	is	how	fashion	works	very	often.	Lots	of	people	wear	the	same	things.	I	think	
is	ok	that	there	are	traditions	and	that	we	can	agree	on	certain	things	as	a	society.	But	in	art	
especially,	I	think	and	for	some	reason,	in	this	whole	electronic,	technological	art	there	is	this	sort	
of	too	often	used	aesthetic,	I	don’t	know	if	it's	like	a	male	aesthetic,	like	a	man	like	or	something.	
Ok	so	its	technology	and	is	straight	and	hard	and	it	needs	to	be	connected	with	scientific	data.	I	
respect	that	but	also	I	was	mocking	it	a	little	bit	because	I’ve	seen	it	too	many	times	so	I’m	getting	
sick	of	it.	I	think	it’s	nice	to	sometimes	have	a	bit	more	randomness	and	a	little	bit	more	
playfulness.	Because	technology	can	be	complicated	and	all	that	kind	of	stuff	but	at	some	point,	if	
you	want	to	go	a	little	bit	further	just	than	just	looking	at	technology	you	can	go	through	it	and	
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discover	other	worlds	which	don’t	blind	so	closely	to	the	zeros	and	ones	and	go	to	the	colors	that	
are	beyond	that.		
